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PREFACE 



In presenting this work to the Banjo Students of Americs, 
the author expresses the hope that it may in some degree 
contribute to make the sdence and art of Banjo playing a study 
of much pleasure. The design has been, to compress in a small 
volume the leading principles of practical banjo playing, and it 
is confidently believed, that the student will obtain in this work 
all that is necessary to discriminate between false and correct 
methods. 

In the elementary part, it will be found that the treat- 
ment of rudimentary instructions, preparatory to the study of 
the instrument proper, illustrations have been made to assist the 
student in that, which is essential to a thorough knowledge of 
technicalities, as it is of great importance thaf a good beginning 
should be made in this branch which is applicable to any 
instrument. 

TO THE TEACHER. 

The author would suggest to teachers of the Banjo, that 
the advancement of their pupils would be much more satisfac- 
tory to them, if each was required to commit to memory, the 
various signatures, the major scales and their relations, the 
attendant chords, etc. Also to acquaint the pupil with musical 
terms and signs by demonstrating upon their instrument this, 
which produces and develops the art in music. Questions 
answered in a hazy and unintdligent sort of a way, keeps the pupil 
in a doubtful state of mind, and would certainly reflect upon his 
abilities as an instructor. The pupil admires the skill of the 
teacher who so materially lightens his labors by iNTBLi.lGEN'r 
answers to the betterment of Jiis musical education. That this 
work may facilitate the attainment of so worthy an object, is the 
sincere hope of 

Wm. C. Stabl 



3 



RUDIMENTS OK MUSIC. 

— i — — X 



Musical sounds are expressed by characters called notes^ which are written on and in the 
spaces between five parallel lines called the staff \ | The lines and spaces are counted 
from the bottom upwards . 



E 



Lines, 
B 

0 • 



Spaees . 
A C 



E 



As the staff is not of sufficient extension to express all the sounds 
in musiO; LED<}ER lines are added above and below it when required. 



Notes with ledger lines above the staff. 

, r r f f F F 






Nol 


tes with ledg-er line. 




0 


i li 



6 



B 



G 



D 



The notes are named after the first seven letters of the alphabet^ viz: A^B,C,D,E;F;G; and 
they are distinguished by their position on the staff. 

In Banjo music the Treble^ or G clef, is used to establish their names . It is placed on the 

second line —J Consequently the note on that line is called G,or the Clef note. Names of all 

the other notes can be ascertained by taking- them alphabetically in ascending from the Clef notC; 
and by reversing the order of the alphabet in descending from it. 



Ascending from the Cl< 


9f J 
# — 


iote 

IP 


0 — 1 


m ' 1 




0. 


c : 




? Descending 

w 1 


fron 


1 the 


Clef 


Note. 












Wo m 


J 


' — • 


— 






The student will observe that notes of the san^aapie occur several times, but always in 
a different position on the staff. 

Exercise in reading notes. 




r r rr r 



p 



>^j.N^ijnrJjfi 



mm 



Character and Value of the Notes, Rests, Etc. 

As musical sounds may be long or short, tlieir duration or value is indicated by a particular form 
of note. 

The longest sound is designated by this character which is called a whole note, the duration <a 
time of which is determined by counting four. 

A sound continued but halt as long, that is, while counting two, is expressed by a haif nate J. 

The duration of a quarter note J, is but one count. 

An eighth note J', is only half as long (in time) ais a quarter note. 

A sixteenth note Jt, is half as long as an eighth. 

A thirty-second note Ji, half as long as a sixteenth. 

When several eighth, sixteenth or thirty-second notes follow in succession they are usually 
c<mnected by bars placed across their stems, as shown in the following table : 



Tablb of the Notes and their Proportions. 



On* whole note. — ^ 

J- 



Tm aqval to two half notM. 

Or four quurter Dotea 



J. 



Or eight ^hth notea g 



J- 



Or aixteea aixteenth notea — m^T^"^^^^' — # 

Or thlrtj^-two thirty .eeoond notea. — ^ 



7=7=5 i=FT=g J 



The Division of Music. 

Music is divided into equal parts by bars. The music between 
two bars is called a measure. 



Bab. 



TIME. 

In the various figures used to indicate time, the upper figure indicates the number y and the lower 
figure the kind of notes in each measure. 



lEbcAMPLBS OP Various Degrees op Time. 



131 



y I* P 



1^ 



Count. 1 ; 



1 8 S4 




Count. 12 



^ Couot, is 



1— *■ 



prz=p: 



ISM inH 



1— t 



P P * ^ 



12 



3a 



28 



RESTS. 

A rest is a character indicating a temporary suspension of sound or pause while playing. There is 
a rest to correspond with every note, and which has the same value in time as the note. 

Whouc. Hai,*. QnARWL. Bigbth. Six t ww t h . TBOLTy-aaecms. 



1 



u 



2 i 4 



3S 



Coontt 12 



24 



Sharps, Flats ^nd f^aturals. 

In order to alter the tone or pitch of a note, characters called Sharps, Flats and Naturals are used. 
A sharp (j^ placed before a note raises it a half tone. A flat (i^) placed before a note lowers it a half tone. 
A natural {tf) placed before a note cancels the effect of a j| or on all the following notes of same n^e or 
degree in that bar and restores the note to its original tone. 



Ex AMPULS. 



i 



¥ Fihmrp 



G 



Gahaip 



Aahaip 



B 



Bfiat 



Aflat 



Q 



Gllat 



1 



Fiuitiml Gduop Onatoral Asbaip Anatuial Bflat Biiatankl Aflat Anatoial Gflat Qaubaai 



DOUBLE SHARPS AND DOUBLE FLATS. 

A double sharp (^) raises a note already made sharp another half tone ; and a double flat (H) lowers 
a note already made flat another tone. A note that has bem doublip sharped or dpuble flatted is restored 
to its quality of once sharped or flatted by jjjjf^ or 



i 



Tke am*. 



s 



n* mme. 



^ a B A *^ B IT" 

nrt. »3°"« Ftot. or thu.. 



3iit 



Doable Same u G 



thaip. 



DwMe Natniwl, 



Flat, or thus. 
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SIQNATUJ^ES. 



!i ' illi'i III 



I 



m 



When sharps or flats are placed at the beginning of a piece, immediately after the clef . 
they are called the signature and designate what key the piece (or selection) is in. When so plac^^ 
aflFect a// notes throughout the piece bearing the same names as the lin^ or spaces on which they ar« 
{daced. 




Marks of Expression, Etc. 

m/., moderately loud ; mp., moderately soft ; /!, loud ; jr., very loud ; p., soft ; /p., very soft ; >. 
or with force ; Cres. or increase the tone ; Decres. or ^=^, decrease the tone ; Dim., dimmish 

the tone ; Dim. al Fine, diminish the tone to the end ; Dolce, soft and sweet ; Con brio, with splendor and 
brilliancy; Calando, softer and slower; Gon amore, aflfectionately; Rail, slower; Andante, slower' 
Adagio, very slow; Rit, slacken the time ; Allegro, quick ; AUegi^o, not so quick as Allegro ; Presto,' 
very fast ; A tempo, in time ; Accellerando, faster and faster ; Coda, an extra passage at the end of a 
selection ; Finale, the last movement ; Ad lib., at pleasure. 

All students should avail themselves of a Dictionary of Musical Terms, as the author is compelled 
to elimmate a vast mass of interesting details and facts, and as there are a great many terms used in 
expressing music, a dictionary will be found a valuable aid to the student in solving abbreviations and 
terms omitted in this method. 

SYNCOPATION. 

When the unaccented part of a measure is to have a particular emphasis, it is shown by the 
characters or or Y and when tiie weaker part of a meastti^ is made of more importance than th« 
stronger, sucn deviation from the reguki accent is called Syno^tioii. 




* The Slide. 

A slide is indicated by this sign and is performed by one finger of the left hand whicb slides 
dong the peck in passing over dl the frets from the first to the second note. After striking with the 
right hand ^ Jrst note, the second note is made by the impulse of the finger of the left hand. 

Abbreviations, by Signs, of Musical Graces. 

Trill, ir\ turn, and tiie mordente, -w. 
inr Writtea. \rritten. 





APPOGQIATURAS OR GRACE NOTE5. 

The Appoggiatura, or Grace Note, is a small note added to the principal note for the sake ol 
expression. There are two Idnds of grace notes— the greater and the lesser. Whatever length is given 
to the small note or notes, the time is borrowed from the principal note. 



BxAifPim 



fhe Greater y 




— (St 4> K- 










t--^_._i:_^ ■:=^ [ 








■ 9 


■.-^ — s-*-^^ 




f 




i 1 t 1 






1 1 r 1) 




When dots are placed above or below the notes they aie termed Staccato NoteSi signifying m • 
marked and distinct style. 

BscAMPUt. 





Written. 




• 


1=1= 




Played. 








• 




• 


iitz= 


— ^ 

• 


— 

• 









When marked as per example below, each note must be maAa particularfy short, and very distinct 
Written. «»yea. 




EXAMPLES ON ABI^EVIATIONS. 
When more than one bar rest is reqnirfd it is indicated as follo«^ : 




*thit figoTCS above the \»x% denote the number of measures to be held or <x>uated. 
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The word placed over one or more bars signifies a repetition. 

ESxannples. 



Bit. 



Played. 



OB 



Played . 



Repeating- measures that occur a number of times in succession . 




In writing- a passag-e the following- abbreviations are frequently used 




\ How to Hold tlie Banjo . 

Sit upright and rest the rim of the banjo on the rig-ht thig-h^ pressing the upper part lig-htly 
against the body with the forearm . Support the neck of the banjo between the first finger and thumb 
of the left handycurving the fiiigers so that the tips can be used in pressing the strings to the finger - 
board. 

LEFT HAND FINGERING. 

The foUowing- figures are used to denote the fingers of the left hand: 0, open string; I, first 
finger; 2, second fing«r; 3, third finder, 4; fourth (or Iittle)finger. 

RIGHT HAND FINGEBING. 

Rest the little finger on the head of the banjo hear the bridge, ourving-the others so that the 
thumb will strike the strings about an inch farther from the bridge than the first finger. The ques- 
tion of resting the little finger on the head, has been regarded by inany teachers and proffessionals as be- 
mgeneireii, ,cro,,ff. As an entire pag« could be devotet to this verylntefefting- subject, I will treat it in a 
very concise but comprehensive form. In movement8,orchords,where four ^^s1i^ fingers and 
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thnmb>«re re%»red, the little finger must necessarily be raised from the head to fafcilitate the said 
mavement or chords, and in movements where three fing-ers (two fingers and thumb) are used, the lit- 
tle fing-er rest on the head. Any deviation from this rule is optional. 

The following- sig-ns are used to indicate the fingers of the rig-ht hand: x , for the thumb; 
first . .,second finger, and . . ,,for third finger x signifies that the thumb is to slide from one 
string to another, in other words, from the first note played to the next note following, under which, 
this sign would be placed. Always pick the first string with the second finger; the second string 
with the first finger, and the remaining three strings with the thumb, unless otherwise marked, 
as I will treat further on the subject in my rules on alternating. 



How to Tune ttie Banjo. 

The strings are numbered from one to five, the short string (commonly called thumb string) be- 
ing the fifth. 

Tune the Bass, or C string to C on the piano or pitch -pipe) place the second finger (left hand) 
on the Bass(fourth string) at the 7th fret and tune the third string in unison; place the same finger 
on the third string at the 4th fret and tune the second string in unison; place the same finger on tlie 
second string at the 3d fret and tune the first string in unison; place the same finger on the 5th fret 
of first string and tune the fifth (thumb) string in unison. When properly tuned the five o^j^w strings 
on the banjo will correspond with the piano as illustrated. 



B 



PIANO 



BANJO 



4tli String 



3d String 



i 



2nd String 



D 



1st String 



i 



5thorThumt) 
Stringi 



7 



C G - B , D ^ 

The author while instructing the student in this, the generally accepted pitch for the banjo. 
Many teachers and concert performers have accepted a banjo of the following dimensions: 10>& inch 
rim and 19-inch neck, with 2 2 frets (called the three octave banjo) as the standard size, which per- ^ 
mits of a higher pitch than the.banjo of former size. The bass (or 4th) stringbeing tunedtoDinstead /- . 
of C. 



The fourth string of 
the Banjo, noted C thus: 



Will correspond with 
Con the Piano, thus: 



The method of tuning the remaining strings are the same as in the C pitch, by placing 
finger on7th fret bass and tuning 3d. string in unisonjat4thfret3dstring,tune2d string in unison,etc. 

Many composers of banjo music are at present writing the piano accompaniments inD^hence, it is 
safe to predict that with the present accepted size banjo, the latter pitch ortuning, will predominate. 

Banjo music written, with instructions to'fetevate the bass,^ Vtune bass to D'^ we simply ^'rai se^ 
that string a full tone, the other strings remaining unaltered. As in example, it will be seen that the 
treble strings are unaltered, while the string has been raised a full tone. 



Octave 



Bass String 
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Diagram of thte Baryo Fingerboard. 

Illustrating- every note that can be made on each string-. The fig-ures over the notes represent 
the fret at which the note is made. 



Opeii 



9 10 



11 



lst= 
String. 



lie i 



Open 6 7 8 9 



la la 14 



Open 



3 4 5 6 7 8 



9 10 11 



3d 
String 



21 22 



Open 



8 4 5 



6 7 8 9 1 11 



4th 
String 



17 18 



19 20 21 '^'"^ 



Open 



5th 
String 



4 



The student will observe in above diagram that the sharped and f IatliW#6tes are practically 
the same thing-, taking- example on the first strin/ar,D sharp andE flat which are made on the same fret, etc. 



Scales. 11 

There are two kinds of scales, one called Diatonic, and the other Chromatic. The Chromatic, 
is a scale in which all the tones, intermediate and diatonic, occur in successive order. The inter - 
mediate notes in the Chromatic scale were formerly written in colors, hence its name Chromatic, 
The ascending- passag-e, as will be observed, is written with sharps and double sharps; while in the 
descending* passage flats and naturals are used. " 



4th String 



3d String 



3nd String 



1st String 



5th String' 



.thS 

i 



1st string 
\>P 0 



2d String 



3d String 



V f J I ? J 



4th String 
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BIATONIC SCALES. 

Diatonic Scales are used in the major and minor keys. In the major key take any note forakey- 
note.The second note of the scale will be found two semitones (generally called a full tone) higher than 
the first. The third note in the scale will be found two semitones higher than the second note. The 
fourth note is one semitone above the third. The fifth note is two semitones above the fourth. The sixth 
note is two semitones higher than the fifth note. The seventh note is two semitones hig-her than the 
sixth. The eigth note(the octave of the first or keynote will be found one semitone higher than the 
seventh note. 



EXAMPLES OF THE DIATONIC SCALES, 



Key of C . 

Key note . 
— V 



Two Two One Two Two Two One 

Semitones SewiUones Semitones Sciuitones Sv/nitones SemitonvS Semitones 
Key of G . 
Key note . 



i 



Two Tivo O 

Semitones Setniiones Semitones Seind^p'nes Semitones Semitones Semitones 

MINOB SCALES. 

Minor scales are modifications or derivations from tonalities based upon the Model Diatonic 
Scale. There are two forms of the minor «Baie, ihe Melodic and Harmonic. In the Melodic Minor Scale, the 
sixth and severth degrees are raised a semitone by an accidental in ascending, while in d'^scending, the 
sixth and seventh df^frees are made natural. The harmonic Minor scale has its seventh degree raised by 
an accidental, and the seventh deg-ree raised, is played both in accending* and descending. 
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MBLODIC MiNQjl 3CAI.B, 



AflCKNDlKO. 



Descenpino. 













- 1 : 




h 

1 f. 


1 


^ 


0 

1 

1 


m 



f he Harmonic Minor Scale has its seventh degree raised by an accidental, and the seventh degree 
raised, is played ix>th in ascending and descefiding. 



AscEMDnra. 



I 



Harmonic Minor ScAtB. 



i 



DESOBNDINa. 

- f It 



RELATIVE MINOR SCALE. 

A Relative Minor Scale or Key is one formed directly from the fundament»l Diatonic or Major 
Scale. All minor keys have the sigjnatnre of their relative majors. A minor, has no signature because 
its relative, C major, has none. E minor has the the signature of G major, one sharp, and so forth. The 
minoi* mode is, therefore, in one sense, subordinate to the major mode, and the keynote or Tonic (first or 
foundation tone of any major or minor scale) of the relative minor is always a minor third below the tonic 
of its relative major. There is (but should not be any) great difficulty in determining whether a piece be 
written in a major or minor key. The first few measures indicate iu nearly every case, plainly enough, 
whether the major or minor is the predominating mode. 

The scale of a relative minor key commences upon the sixth degree of the major scale, and we find 
that the Harmonic Minor Scale contains six notes that are precisely the same as those used in the major 
scale, but the seventh note in the minor scale must be raised by an accidental, in order to form a leading 
\note to the scale. As the seventh note in all major and minor keys must be made to fall within one 
semitone of the Tonic note As tte ;cventh degree of the minor scale is always raised a semitone by an 
accidental, and that accidental must be prefixed to the note itself whenever it occurs in a selection, but 
must not be added to the signature. 

Many students have found that a concluding chord or note indicated the key in which the piece was 
written, but it will also be found that the rules of musical form permit that a piece may begin in a minor 
key and end in the major of the same keynote, or else in the relative majoi. Or, in another case, it may 
open in A minor and end in A major, or C major. But it miay, of course, also end in the minor or major 
key in which it is written. 

While in theory, we have but one minor key,' that which has been known as the Harmonic Minor, 
We frequently form the scale called the Melodic Minor with the sixth as well as the seventh degree raised 
a semitone by accidentals iu ascending, while in descending the sixth and seventh are made natural. The 
principal object in altering the Harmonic Minor Scale has been for melodic purposes, and for this reason 
the Melodic Minor Scales will be used in this method in relation to the major scales. / 

As the relation of the minor key to the major key is, and has been, a ** iBCyst^y " to many students 
and players, I will define the Harmonic Minor Scale on the following page as a conclusion to the elemen- 
tary part of this method. 
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MAJOR SCALES and the ascending HARMONIC SCALES 

of the Relative Minor Keys. 

Showing the sixth degree of all Major Scales and in the Minor Scales where the seventh degree has 
heen raised a semitone by an accidental. 

The Signatures of the principal keys will also be presented. 



Scale of C major. 



A minor. 

Relative to C major. 



G major. 



E minor. 
Relative to G major. 
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Wi 

M' 








=^ 






^^ 


4^ 




d 


egree. 




t-J 


i 


7th 
legree. 


If. 
kM 

I 


? ^ 


^' 

d< 


6th 
jgree 






1 1 7t 
deg 


h 

ree. 



D major. 



J' ^''j,n i r"jJJ 



B minor. 
Relative to D major. 



A major. 



Fjt minor. 

Relative to A major. 

11= 



m 



degree 



7th 
degree. 



6th 
degree. 



7th 
degree. 



E major. 




minor. 
Relative to E major. 



B major. 



Gjt minor. 
Relative to B major. 



6th 
degree. 



7th 
degree. 



6th 
degree. 



7th 
degree. 



_ ,. minor. 
Relative to F# major. 




F major. 



D minor. 
Relative to F major. 



7th 
degree. 



6th 
degree. 



7th 
de^;ree. 



B\f major. 
k 



G minor. 
Relative to Bb major. 



major. 



C minor. 

Relative to Et major. 



6th 
degree. 



7th 
degree. 



5th 
degree 



7th 
degree. 



Al» major. 



F minor. 

Relative to At major. 



major. 



i,'' i > J ^rrrr 



Bl. mmor. 
Relative to Dl» major. 



i 



4 



6th 
degree. 



7th 
degree. 



degree. 



7th 
degree. 



Gt major. 



El. minor. 
Relative to Gl> major. 



d^jfil. deeree. 



Modern notation has limited the ntunber of sharps to be used as the signature of a key to six, six 
sharps or six flats. In some compositions we meet with a signature of seven sharps. But the same key 
could be represented by five flats, which lessens the number of signs. 

Stahl's N.ft.M. 
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SCALE OF C MAJOR. 
(Natural key: of the Banjo.) 




DEF aABC DEF a ABC CBA G FEDCB Ae FEBC 

TIME LESSONS. 

The Pupil should always count the time when playing. 
Common Time, 4 beats in a measure, is marked by a C or| 
The following" notes are made on the C or 4th string. 

Count. I 2 .s 4 Whole Notes on C or 4th string. 




Half Notes^ Count two to each note. 

1 2 34 




)uartef Notes, Count one to each note. 

3 



w.v" X.X. ^ 



X • X . 

12 :< + 



Bepeat 4 times 



JJ JJ I JJ JJI.jjJ 



X ♦ X • X 



Repeat 4 times 
•A 1, XI 




Notes made on 3d string or G 



On the 2nd string orB, 
1 



Repeat 4 times 




On the 1st and 5th strin^ 



ffs D and G 

3 




Coaut.l^ a ^* 12 84 



Note. A line thus _ or > 
string to the other. 



between two rig-ht hand sig-ns^ means the thumb slides from one 



I 2 



4 J 



r irJrnrri i jrnrrrJ 

r !• X I- •• X •• -S^ I. X •• I. X 



i J I. ^ X 

X 



X • 



•• • 'x 



X 



. «- , - , # " I * 



'.. I. X 

X 



FIRST ETUDE 

2| .1 i 



X 



X 



r r r i[ r r ijf r r irj f r ijr r r Ur r r ijr rr 



r r r i f J r I* iJr r r irJ r r if J r f 1 1 J r r i - ^ 



X X* 



^ r . . r \j. r r x r .. r .. r x r .. r ^ r •• r •• x -j.^ !_ 



'-A 



SECOND ETUDE . ^ time. 



Coimt.i 


a 3 I 

■ 


r 3 

• 4 














1 : 


'"fl 




m 




— 0 — 0 

L X • 


0 0 - 

X • ii 


• X • 


• • 


X • • 


X • f 


X 1. -1 


P- X * -4 


-00 

9- X ' 




X • 


X • 



1 a 3 



. X 'J . ^.^v "2f X I. ' ^ X i. '.i X I. '4 X I. \dTV 







lj^,2 3 

— r ir r i* 




1 « 














1 J r 11 

X . '-0 


I r .. X . J 

• • 


X • 


• 




L X 1 J 


1. „ 


ll X . . 4 





Count. 1 ^ 

^1 a 1 <t 2 



TllME EXERCISE. ^4 time. 



1 a 

P 
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THIRD £TUDE 

Jj r i i J rr j 



if^, ".L ' . X '^IJ/ H ^ X : V^. ' ^ ^x 



E 



X -^x 
2 ^ 
X 



JT P -J 



'2 » 
X X 



X 



i 



r ^ ir^ 



X 



X 



QHORDS, 

A Chord is a combination of three or four notes played simult-aneously. 

To produce a full, distinct and a harmonious chord press the fingers of the left hand firmly 
upon the string's near the frets. 

Ohoris ia the Key of C major. 



. Couut. „ 
A i 2 .S 4 






9 — f P 1 








X X X X 




-i — ^ 

X 


\ pplj 

' X 









Tempo di Polka 
1 .6 2 <* 



DAISY POLKA. 



Stahl. 




irr i r .^ i j^ 



1 




i>. C. rt/ /'*•»«. 

Da Capo ai Fine, or i^.t". indicates that-4he piece is to be played from the beginning to or this 
sign f7\ placed o ver a double bar. - _ 

^ Double Bars mark the end of a strain. Dots placed before adouble bar^ signities repetition 
Tempo di PoIka> in Polka time. ' ^ 



MARIE WALTZ 
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Count 12 3 12 3 
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ENSi™ SCHOTTISCHE 
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Count. 
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NINE EXERCISES. 

Alternating- with thumb and first finger, also first and second fingers of rig-ht hand. 
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Note. _ Practice each Exercise slowly but incessantly, until an even movement is thoroughly acquired. 
Rapidity will be the natural results if these instructions are adhered to. 
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The TRIPLET, SLUR, SNAP and I>OTTED NOTES 



Three notes with a f ignr three (s) placed over ormider1tfiemyi!roih AS^at is called atriplet, thus. 
and such notes are to be played in the time of two notes of the same value , 

A Dot placed after a note or rest mcreases its value one half (as per Examples in Elementary part.) 

A Slur is indicated by this sign — ^,placed ovi^pr under two or more notes, and is made bypicking' 
the first note and making the next note by a sudden pressure with the required left-hand finger so 
that the slurred note will sound from the mere impulse of tiiis finger. 

A Snap is made by picking- the first note and snapping- the next with the finger of the left hand 
employed in making' the first note. 

EXAMPLE of SLURRED NOTES. EXAMPLE of SNAPPED NOTES . 
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ELWOOD CLOG 

Introducing" the T riplet, Slur, Snap and Dotted Notes. 



Stahl. 



Goun 




3 4 




ii 


#^ 1 


f 






X 


TTl i 

— ' X 


• •• X • • • X . > 


t •• • : 


— 
< 


»♦ • 




"T — 


1 








1— a 








■■; ». 


i 






• • • 

■m 

X 




.. . ,^ 






■ ^ 

r ' X 

X 


— 1 * 

j X 
• • • 




X — 


• • • 


X ^ 


i " X — ^ 


= S — "-"^11 

r 





^1 




il 



X X 



^ 






J>.C,al Fine 



SCALE OF A MINOR 




Chords in the i&y of A minor. 
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Stahls N.B.M. 




THE BARRE , POSITIONS, ETC . 
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There are as many Positions as there are Frets on the Fingerboard. The first finger detern^ines 
theposition in which the hand is; thus, when the 1st finger is placed on the first fret, the hand is in the 1st 

position, and so on with the other positions. 

A Position is indicated by a figure and an asterisk, thus: 2 ^ . . ^. . ^ 
A Barre is made by pressing the 1st finger on two or more strings on the same fret and is indicated 

ly the letter B, in addition to other signs, thus: 2*B, etc. A dotted line.. following same, shows 

how far the position or bar is to be retained. 



BIJOU POLKA. 



Tempo di Polka. 



Stahl. 







D.G. al Fine. 



*) The figures 1 and 2placed at the end1)f a strain that is to be repeated signify, that, m playing it the 
second time, the part marked lis to be omitted and that marked 2 played instead. 

This Sgn ^ when placed over a note or rest is termed a Hold, and signifies that the note or rest 
over which it isfTaced may be prolonged at the will of the performer. 



Stahl's N.B.M. 
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THE ABPEGGIO. 



A term applied to the notes of a chord when they are plaved jjonsecut ivpiv m «+*.o^ „f • 
as in the style of ha^. playing. Chords played a^Tc^iTeTb^lw ^^^^^^^^ 

group ofnotes, and are played very rapidly,one after the other in an evenVanner 



EXAMPLES WITH RIGHT HAND FINGERING. 

Written 




ARPEGGIO MOVEMENTS. 

The following- four movements are giving- for the purpose of exercising- the rig-ht hand and to 
estabhsh general rules which will serve to shew the fing^rin^ of that hfnd in a!l sin,"ar passes. 




AULD LANGE SYNE 



25 



4 





fa 




















^ 




=a J ^ 


1 


1 


















< 


m 










L X 

X 




0 

X 





OLD KENTUCKY HOME 





-1 






3 




4 










l-l 












i 










V X XXX * 


X ^ X 
If X 






-MM i 




• • „ Y X 



THE OLD POLKS AT HOME 
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TWELVE STUDIES. 

For the developement of the fing-ers of the right hand, which conduces to the Higher Art in Banjp 



playing-. Practice assiduously and increase the tempo, ad libitum. 
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Used by Permission of H.E. Le Valley, Owner of Coig-right 
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Two Illustrations where the Bass string is raised a tone, thereby making- D. the lowest note. 
Notes with stems turned down are the melody notes, but must be counted as an eigth note. Observe care- 

ffiBls^oD^"^^^"^""'"^- WALTZ MOVEMENT, 

1 a 2 3 
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2 3 



0 i 3 Stahl, 




Tune Bass to D 
Waltz Tempo. 
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SCAXiE OF M MINOR 
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SCALE OF F MAJOR 



Play only B flat. 
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Chords in the Key of F major . 
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SCALE OP D MINOR. 
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Chords in the Key of D minor 
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POSITION CHORDS IN C MAJOR 

OkB 6^B 8fB 



411 

33S 



41 



□5 



332 



i 



5* B _ S*B 



ETUDES IN C MAJOR. 

S*B _ _ 6 *B 



8«B 



5^B 
ML, 



Sii^B 
4^ 



«*B 



8 *B 



1 



3p: 






^1 

0 










8i^ ] 
4. 

r~i — 


B 


-«r-- 


'■f-w-\ 


6* 


B 

t 


J f f p j 


r — 1 































8*B 
4 



5*B 
4^ 



6:*B 




Si^B 
4 



i 







3 

A— — I 




^3 














T# 




1 tfff, 1, 


8q 










s 

f 


!^ 

»i»B 

.4 




— f 


^ 


8- 


jxB 




"fn 


— ^\ 






















J — L- 




C 







3 

m 



3 



^3 "''3^ 




S«B 



8« B 



3 



3 



3 



f4 



6* 



7*B 



POSITION CHORDS IN D MINOR 

9*B 
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ETUDES IN D MINOR. 
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CHROMATIC SCALE. 

(Three Octaves.) 
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SILVER MOON SCHOTTISCHE . 
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PANGING mVES - SCHOTTISCHE . 
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MANITOU WALTZ 



Stahl. 



-hr-t4 


N 1 ii \:t=i 




Li, i 1 1 lA 












• — L 






— ft — — — — 1 — * * * 

.r r — 



^3 



2 B. 



J J 



r 



r 



2 Pos B. 



r 



« — « 



4*0 



r 



■0 — # 



* — 0- 



r 



r r r^r 



r 



5P 









.p„_ 




w 




4 




=^ 






4 


J , 












p ; 






—J 


—J 


1 ^ 








« 





J 



6 P 



ll 






1 

r-p i -p-p |.U 












Pf '111'' J 


L 3 1 2 






I 



1 4 4 



i 



1» 











^ '1 . Il2 1 




1 0 


1 X 







YOUNGSTERS ON PABADE . 

March ^and Two Step. 
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POSITION CJHOBDS IN G MAJOR. 



45 




ETUDES IN G MAJOR. 




Scale and Chords in the Key of D major. 




Scale and Chords in the Key of B minor. 




Scale and Chords in the Key of F^minor. 




**B....,„. ^ 3* .Jrf^^B. - , 2*B 



Scale and Chords in *he Key of B'' major. 




Scale and Chords in theKey of G minor. 




Scale and Chords in theKey of e'' major. 




Scale and Chords in the Key ol Q jhinor. 



Scale and Cliords in the Key of A'' major. 

Play every B,E, A and D flat. 




Scale and Chords in the Key of ¥ minor . 




Scale and Chords in the Key of d'' major. 

Play every B^E,A,D and G flat. 




Scale and Chords in the Key of B'' minor. 
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Treatise on Right liaxid Harmonics. 

Instructions on this method of playing- Harmonics, has apparently been lost sight of by many 
writers and authors of "banjo methods" and"banjo schools^ and a short treatise on this very interesting 
subject, as applied to the banjo, it is hoped,may assist the student in acquiring some knowledgeas to 
their production and effects. Before proceeding- further, it is well to state that there are two ways of 
producing Right hand Harmonics, i.e.. First finger on harmonic note and pt the same time picking the 
string- with the thumb. In revereirg- this order, we obtain the method: Thumb on harmonic note and at 
the same time picking" the string with the first finger. The autKrr v ould sug-gest the developing- of the 
latter method from the fact that the hand remains in the natural playing position, as in chords, etc ., 
and for this reason alone is ocrsidered the dest.Wh\\e in the former method the position of the hand is 
reversed, necessitating the 'turning" of the hand should a chord follow the harmonic note. The author's 
sugg-estion as to the best method will no doubt meet with approval after the student has experimented 
loth ways 



THE SUBJECT. 

The student must bear in mind, that the written on the lines and in the spaces are fingered 
withtheleft hand (except, of course, those on "open"string-s) in the usual manner, \^ hile the Har- 
monics are played o?i thesame strings as those fingered with the left hand an octave higher. To make 
the foregoing plain to the student, we will take the 3d, 2d, and 1st strings open, the octave of those 
notes would be made on the 12th fret respectively, whether played harmonic or otherwise. C on the 
first, fret 2d string", and E on the second fret 1st string, would be played on the 13th and 14 th frets 
respectively, wliich are the octaves whether harmonic or otherwise. This rule applies to all other 
notes made in first position with the left hand. As suggested, the harmonic made with the thumb and 
picked with the first finger as being the most logical, this method, will bft adopted while, as saidythe 

reverse can be experimented upon. 

Place the thumb (of the right hand ) on the string at the desired fret, with the first finger imme - 
diatelyon the same string in a position well under the hand, the"picking'^having- an upward tendency 
both f ing-ers being- raised simultaneously from the string- after being- struck, thus usi ng the one hand 
only in making the harmonic. It naturally follows, that some little practice is required before perfec- 
tion is reached . Right hand Harmonics are abbreviated thus,R.H. Har. In the following- examples the 
figures over the notes indicate the frets at which the thumb of right hand. should be placed. 



Example, No. 1. 
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Example^ No.3 . 

The chords accompanying- the harmonic notes are played in the usual way with the right hand 
and not harmonic. 
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Example^ No. 4. 
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Left^lnand Harmooics. 

A brief explanation on this form of harmonic will suffice as they are easily comprehended. 

To obtain harmonic tones witn the left hand^ press the third fingier (of left hand) lightly on the 
string*(or strin^^s) with just sufficient force to prevent it from vibrating- as if open and as soon as the 
string is struck with the proper finger (or fingers) of the rig-ht hand, the left hand finger must be re- 
moved. Left-hand harmonics are made on the 4th, 5th, 7th, 9 th, 12th, 16th and 19 th frets, and 17th fret on 
the fifth(or thumb) string- and are designated by an abbreviation (Har.) and a fig-ure which indicates 
the fret. The harmonics on the 5th, 7th and 12th frets are the ones most used and considered the most 
perfect. 

Table of Left Hand Harmouics . 
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HARMONIC WALTZ 



Introducing- Left nand and Right hand Harmonics . 
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a tempo. 
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DERBY POLKA. 
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THE TREMOLiO. 
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'DieTVemolo movement is executed with the"tip"of the first fing"er of the rig-ht hand^ which oscillates very 
rapidly (up and down) across the string-,or strings . Rest the 2ni fing-er of the right hand on the head 
of the Banjo^ while the thumb remains in the position as in playing- chords^i.e . extended beyond the 
first fing-er. Many teachers advocate the resting- of both* 3nd and 3rd fingers of the right hand on the 
head while the first finger plays the tremolo^ but this is not absolutely necessary, as the 2nd finger a- 
lone is sufficient^ while the 3rd finger rests ligtitly against the 3nd fing-er^ however no serious objections 
have been found in adopting- either method. Notes are frequently met with in addition to the tremolo notes, 
with the stems turned down^they are called accompanying notes^and are played with the thumb. Notes 
that are to be played tremolo^ are abbreviated thus ^ or trem. 

Rapid oscillation is essential in obtaining a smooth and perfect tremolo . Practice the following four 
Examples slowly at first^ increasing- the speed as the finger strengthens, and in the last Example, in 
which the student will find it a difficult task in'^counting" the number of sixty-fourth notes contained in 
a half note tremolo owing" to the rapidity of the first fing-er in moving- up and down, but it illustrates 
the abbreviated note called tremolo. 
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TREMOLO WITH PLECTRUM. 
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Some performers perfer the plectrum for tremolingwhole, half, and quarter notes, especcially 
so when performing- music not written for the banjo, such as Songs, Mandolin, Violin,etc., music. 
Banjo players in Mandolin Clubs (where there is no Banjo part arrang-ed) can use the Mandolin 
parts and tremelo same as the Mandolins. The plectrum produces a smooth sustained tone of 
great power and is very popular with Concert and Vaudeville Performers. 



Scale to be played tremolo with pleetrum. 
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Song Played Tremolo . 
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Playing A Kotation Musie in C 



C Notation players can use the A notation music by transposing the music one third higher, in the 
following- way. Draw a line below the first line of the staff and read that as the first line of C. nota- 
tion read the 6th line as a ledger line: Cancel!?;}^ and play the music in C Major. The notes will r^ad 
as follows: Awill read C.(B.-D.)(C»-E.)(D.-F.)(E.-G.)(F<»-A)(Glt-B.) Should an accidental oc- 

cur in the A notation music it must be changed in C Notation. 

Example of Notes as they will read in A.and C. N<itation. 
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JOCKEY CLUB. 

March and Two Step . 
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POLKA LA TIPICA 



Par Carlos Curti. 
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ParLeoDelibes. 



PIZZICATO POLKA. 

(From Ballet Sylvia.) 



Arr.by Charles C . Bertholdt. 
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